In 1738 the seventeenth son of K'ang Hsi died, sixteen years after his illustrious father. He had lived through the comparatively short reign of his brother, the "suspicious, querulous, and savagely vindictive" Yung Cheng, into the third year of the reign of his famous nephew Ch'ien Lung. This prince, Kuo Ch'in Wang, was buried in a minor royal tomb probably not far from Peking. Two of his consorts were interred either in the same tomb or near by. With them were buried their funerary robes, hangings, bolts of brocade, fans, incense, and offerings and the spirit tablets bearing their names. Although these things were interred in the third year of Ch'ien Lung they are in the style of, and almost certainly belong to, the Yung Cheng and late K'ang Hsi periods. This is what we would expect. As we are constantly told, tradition is very strong in China, and at the beginning of their reigns at least the new emperors followed closely the customs and protocol of their predecessors; so likewise did the styles of the arts and crafts. Later, when the rulers were well in the saddle, fashions changed. This we can see clearly in painting and in porcelain, which have always been a help to us in dating textiles; but not until the Kuo Ch'in Wang discovery have we had any body of absolutely dated textiles to work from. Now that we have one it appears that what is true of painting and porcelain is true also of textiles.
Metropolitan collection also has two bolts of brocaded silk identical with two in Kansas City, and the Minneapolis Institute has a priest robe made recently from brocades like some of those in Kansas City. This is a massive amount of material that can certainly be dated prior to 1738.
Although these things were interred in the third year of Ch'ien Lung they are in the style of, and almost certainly belong to, the Yung Cheng and late K'ang Hsi periods. This is what we would expect. As we are constantly told, tradition is very strong in China, and at the beginning of their reigns at least the new emperors followed closely the customs and protocol of their predecessors; so likewise did the styles of the arts and crafts. Later, when the rulers were well in the saddle, fashions changed. This we can see clearly in painting and in porcelain, which have always been a help to us in dating textiles; but not until the Kuo Ch'in Wang discovery have we had any body of absolutely dated textiles to work from. Now that we have one it appears that what is true of painting and porcelain is true also of textiles.
The material from Kuo Ch'in Wang's tomb, which will be discussed at length by Miss Lindsay Hughes in her forthcoming article in the Gazette des beaux-arts, will constitute a landmark for all who are interested in Chinese textiles. The robes, which Miss Hughes will describe fully, are an extraordinary group. There are fifteen of them, and they form a very personal collection-the robes of a scholar prince and his consorts. Kuo Ch'in Wang kept aloof from the intrigues and troubles of his time and his family. We have found no other group of robes that implies such a special personality. Did every prince have such things? We dare not say; but with these robes we can at least guess at this one great prince, the seventeenth son of K'ang Hsi, and the quality of the things he had about him. As has been said, the Kuo Ch'in Wang robes are a landmark, and there will be much written by many people about them. One after another, each is something more than a beautiful coat. One after another, each is a distinctive creation-almost a picture or a poem, as you choose to take it. They are special things, outside the main stream of their time but contingent on it, and in the present essay we shall try to use them as a clue to the formal state tradition. We have a date for them-1738; it is a final date, and how long
33
The Metropolitan Museum of Art is collaborating with JSTOR to digitize, preserve, and extend access to
The On the basis of style the Kuo Ch'in Wang coats can be arranged in a sequence that shows an extraordinary range and an extraordinary evolution from the "Bat Medallion" coat in the Metropolitan, with its vigorous pattern of bold but simplified waves and clouds at the hem (figs. i, 8), to the "Crane and Gate" (or T'ing Ling-wei) coat in Minneapolis, with its puffball clouds and lengthened diagonal wave stripes, to the "Wave and Pine Tree" (or "Hundred Crane") coat in Kansas City, which has pine trees and a stormy sea of waves and jutting spray in the lower border ( fig. 12) . Three other coats in Kansas City link closely to these-the "Lantern" coat and the "Giant Dragon" coat ( fig. io) Embroidered gauze.
In the Metropolitan Museum
Pine Tree" coat-and the "Wave and Cloud" coat in the Metropolitan makes a step between the "Bat Medallion" coat and the "Giant There is a countless number of court robes in existence. They follow a prescribed general pattern of waves, mountains, clouds, and dragons, but they vary a great deal in detail: they vary in the actual draughtsmanship, they vary in the length and shape of the waves and clouds, they vary in technique, and they vary in color and in the use of the particular dyes employed. On these clues alone we have already been able to arrange a sequence in a very tentative way.
But something new has recently come up. The Minneapolis Institute, in its magnificent exhibition of April 13 to June 15, 1943, segregated and put in one place eighteen of these robes which are distinguished from the common run by having all twelve of the sacrificial In the Metropolitan Museum symbols prescribed by the Book of Rites and which could be worn only by the emperor. In Ch'ing dynasty robes these symbols are usually arranged as follows: in front, the sun on the wearer's left shoulder, the moon on the right, the constellation on the chest, the ax and the "symbol of distinction" left and right at the height of the lower ribs, the libation cups and the water weed left and right at about the height of the knees; on the back, the mountains in the center of the shoulder blades, the small paired dragons and the flowery bird left and right at the lower angle of the shoulder blades, the fire and the millet left and right below the knees. As has been said, robes bearing these symbols could be worn only by the emperor. To distinguish them from other robes they are usually described as imperial sacrificial robes. It would seem better, however, to call them twelve-symbol imperial robes, because it is the presence of the twelve symbols that sets them apart from other imperial robes.
The Minneapolis Institute has twenty such coats (two have been added since the exhibition), the Metropolitan Museum has eight, the William Rockhill Nelson Gallery has one. The Art Institute of Chicago has two, the These coats fall into five consecutive stylistic groups. If they could be lined up they would stand forth as groups of five distinct heights as did the eighteen robes in Minneapolis which were actually shown in this way. May not these five sets of robes have belonged to five different emperors?
All the robes, obviously, were made for fullgrown men, and in the stylistic periods represented there were at least five successive adult emperors. The five robes in the earliest group, I think, belong to the period of K'ang Hsi's maturity, probably even to his old age; after him, not until the accession of the weakling son of Hsien Feng in 1862 was there a child emperor. We cannot account for the changes in size from group to group by assuming that they represent physical growth from boyhood 37 In the Metropolitan Museum six feet one, five feet nine, and five feet eleven, respectively. One would expect that the long series of official court paintings of the emperors might help us here. They do to some extent, and if they ever get properly sorted out they may help us more. Certainly they give us some idea of the physiognomy and general aspect of the emperors, but when it comes to using the robes shown in them as proof positive for the dating of actual textiles we must beware. One thing seems clear: that the portrait painters and the textile makers had nothing to do with each other. Indeed, it would seem that once the official style for robes in portraits was established the portrait painters kept right on using the same designs long after they had gone out of fashion for actual garments. I don't think the painters, for all their beautiful meticulousness, were much concerned with changes of style in textiles, and even when they did catch up with contemporary costume they were apt to keep the old designs as part of their repertoire. It is quite possible that in time the evidence provided by the portraits can be sifted out; but at present, though tempting, they are snares and delusions, except in a very general way. The textiles themselves offer better clues once we learn to read them. If, then, we have five emperors here, can we name them one by one? Before Kuo Ch'in Wang we could guess at them-with Kuo Ch'in Wang we can speak with considerable assurance.
We know that Kuo Ch'in Wang was buried in 1738. We can arrange in stylistic sequence the robes from his tomb. Now we can compare them with the five groups of twelvesymbol imperial robes. When we do this we find that one group (see fig. 2 Of the coats in the second group, one in the Metropolitan Museum and one in Minneapolis link with the more complicated coats that we believe to be the developed, later coats of Kuo Ch'in Wang, with which they have many elements in common. While they also have many elements found in the five dazzling coats which we propose as K'ang Hsi's, they are two inches shorter, and they show a logical progression of style.
The 's (fig. 5) . All of them measure between fifty-one and fifty-two inches. This, of course, is about the length of the Yung Cheng style, but when we compare these coats with the long coats which we ascribe to Ch'ien Lung, they connect very closely with those we believe to be later Ch'ien Lung. There is one striking detail. We have seen how the diagonal wave stripes became longer and straighter in the Ch'ien Lung series of coats. In the fourth series of robes, however, while the measurements are four to five inches shorter, the length of the diagonal stripes persists and the body of the coat contracts. In the lower borders of these coats the horizonal wave patterns and the little two-eyed clouds of Ch'ien Lung continue. But the clouds on the bodies of the robes are more freely spaced, harking back to K'ang Hsi, though save for that they are nothing like the earlier clouds (see figs. 20 and 16). They are heavy and, instead of tapering, terminate in funny little muffin ends with white eyes.
Another thing the Chia Ch'ing weavers did was to experiment with a newly imported violent purple dye-first experimented and then went to town with it. In some of the robes it appears in tiny, tentative dabs; in one in Minneapolis it blazes out in every part of the design. It would seem that this virulent purple, which is a positive clue in the dating of nineteenth-century textiles, was introduced during the reign of Chia Ch'ing.
In the fifth set of robes, which measure about fifty-four inches on the back seam, the diagonal wave stripes, which had been long ever since the accession of Ch'ien Lung, get even longer, so that the diagonal and horizontal waves come almost to the knees of the wearer (fig. 6 ). The bodies of the gowns seem shortened and out of proportion. The noisome nineteenth-century purple is much in evidence. The cloud forms on the borders are still the little round two-eyed white clouds, but they are contracting into a narrower and less variable bunch. The clouds on the bodies of the coats ( fig. 21 ) terminate in the white-eyed ends of the later Chia Ch'ing clouds, but they are even clumsier and more like dumbbells. As the preceding robes group themselves it would appear that here we have robes belonging to the Emperor Tao Kuang.
We present these five sets of imperial robes, suggesting that they belong to these five Manchu emperors: K'ang Hsi, Yung Cheng, Ch'ien Lung, Chia Ch'ing, and Tao Kuang, and offer them as clues to the dating of textiles from the end of the seventeenth century through the middle of the nineteenth-the greater part of the whole Ch'ing dynasty. From them we can work back with more security towards the splendid broad designs of the textiles which we have long believed to be of the Ming period and forward through the pathetic last years of the dying Ch'ing dynasty.
